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“Makine, teknik olmaktan once toplumsaldir.” “Machines are social before being technical.”

Gilles Deleuze Gilles Deleuze



Bir Goz, Bir Oda, Bir Makine

| Naz Bescan

1839 yilinda Osmanli gazetesi Takvim-i Vakayi’de fotografin icadinin duyurulmasini
takiben, 1850’11 vyillarda Avrupali fotografc¢ilar (¢odu kimyager, mimar vya da
milhendisti) Istiklal Caddesi’ne gelip stiidyolarini acmaya ve meraklilarina fotograf
makinesi kullanimini ve donemin mesakkatli baski tekniklerini ogretmeye basladilar.
Zilberman Gallery’nin Istiklal Caddesi’ndeki konumunu diisiiniirken Grand Rue de Pera’nin
kiiltirimiziin ‘kamera’ ile olan iliskisine dair tasidigi tarih ve mirasin, bir yandan
da o donemki fotofrafc¢ilarin oryantalist bakisinin farkinda olmamak elde dedil. Ancak
bunun biraz daha 6tesine gidip, 19. yiizyilin sonlarinda Istanbul’dan Anadolu’ya ve
Ortadogu’ya dogru acgildigimizda, stidyosunda kurgusal sahneler ve portreler ceken
bir fotografg¢i dedgil, doénemin agdir kameralariyla Anadolu’da dolasip bazen devlet
eliyle, Dbazen kendilerince arkeolojik kazilari, Siiveys Kanali’nin acilisi gibi
6nemli anlari kaydetmeye yollanan fotografg¢ilar goéririiz. Bu fotodraf¢ilarin glnin
politik ¢ekismelerindeki konumlarinin otesinde, ilging¢ olan bir baska nokta ancak
kamerayi Osmanli halkina c¢evirerek goriilebilir. Sehrin disinda yasayan insanlarin
ilk kez fotografla veya kamerali bir adamla karsilasmalari bu donemde gergeklesir.
Bu karsilasma bir biliylicii ile karsilasmaya benziyor olsa gerek. Fotodrafin icadindan
pek de haberi olmayan halk, sirtinda tuhaf bir kutu ile dolasip gergekligin cam
izerine kopyalarini yaratan ilgin¢ giyimli bu adamlarla ve makineleriyle ilgili
neler distnmislerdir? Bu hayal etme ve farazi karsilasmalar kurgulama egzersizi,
kamerasiyla dolasan sanatci imgesini daha da gdériiniir kilar.?

An Eye, A Room, A Machine

| Naz Bescan

In the 1850s, following the announcement of the advent of photography on the
Ottoman newspaper Takvim-i Vakayi in 1839, many European photographers (who were
chemists, architects or engineers) have arrived at Istiklal Street to open their
studios and to teach the enthusiast how to use a photography camera as well as the
toilsome techniques of developing films. Thinking about Zilberman Gallery’s location
on Istiklal Street, we cannot help but think about Grand Rue de Pera’s history and
legacy on our cultural relationship with the ‘camera’, as well as the orientalist
gaze of foreign photographers. However, if we can go beyond this, from Istanbul
to Anatolia and to the Middle East at the end of the 19t! century, rather than a
photographer who works on fictional scenes and shoot portraits at their studio we see
someone who walks around carrying heavy cameras and who were sent, often times by the
state, to record archeological excavations, important events like the opening of the
Suez Channel. Beyond these photographers’ position amidst the political conflicts of
those times, another interesting point can only be seen if the camera is pointed at
the local people. Only in this period, the people living outside the city encountered
with photography and a man with a camera. This encounter must have resembled one
with a sorcerer. Not fully informed about the invention of photography, what did
the people think of these men in foreign attire carrying a strange box on their
back, creating copies of the reality on glass and their machines? This exercise of
imagining and constructing these fictional encounters makes the image of an artist
walking around with a camera more visible to the eye.!
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Sophie Dupont’un We Always Carry Our Body, 2018 performansi sirasinda Mexico City’nin
sokaklarindaki insanlarla karsilasmasi fotograf makinesiyle ya da kamerasiyla yliriiyen
sanat¢i imgesine ¢ok yakindir. Fiziksel, akli ve psisik bedenlerimiz arasinda bir
ayrimin mimkiin olup olmadidini arastiran performansta, i¢ ayri beden, yani kendi
bedeni, giydigi tulumun uUstindeki ve kafasinin lzerinde tasididi pirincten beden
parcalari, sokaktaki insanlarin ne gdrdiglinden emin olmayan bakislari altindadir.
Bu farkli vicutlar, sergi baglamindaki ‘kamera-gdz’ gibi vicudumuzun uzantilari
olmasi ihtimaline paraleldirler. Viicudun fizikselliginden yeni varolus katmanlarina
tasan bir beden fikri, ruhani olarak yorumlanabilir, mekanik ve teknolojik olabilir
ya da bu Uc¢iniin birlesim noktasinda bulunabilir. Yerlestirmede hem fotograf hem
de video ig¢in kullanilan kamera, performans sanatinin kendi tartismalarina parmak
basar. Bir performansi nasil belgeleriz, bu isi kaydeden kameranin arkasindaki kisi
sanatc¢cinin kendisi olamadidi durumlarda ne olur, isin gecgici ‘aura’sini saklamak
ve tasiyabilmek mimkin miidir? Dupont, ayni zamanda performansin samimi fakat, goz
korkutucu dogasindan o6tiirl hem performansin kendi izleyicilerinin hem de sergindeki

isi iPad tizerinden deneyimleyen izleyicinin voyodrist bakislarina maruz kalir.

2013 yilinin Ekim ayinda Antonio Cosentino, aklinda “istanbul’dan gidisimiz de
gelisimiz gibi olsun” disiincesiyle, Sait Faik’in ayni isimli hikayesinden hareketle
yapti§i1 teneke gemisi Stelyanos Hristopoulos, 2013’u Istiklal Caddesi’nden baslayarak
Tophane sahiline dogru bir gezintiye c¢ikarir. Sehirden gitme planlari yapanlara,
evinde rahat hissetmeyenlere ve gitmeye zorlananlara selam verir. Marmara’dan Kag¢is,
2013 videosu boyunca geminin etrafinda merakli ve kuskucu bir kalabalik goririz.
Cosentino’nun diistiiglli durum aslinda yine 19. yiizyildaki bir fotodrafg¢idan farksizdir.
Basinda kaptan sapkasi ve sirtindan uzanan bir iple c¢ektidi gemisiyle, wuzaylzi,
yabanci, beklenmedik ve giindelik hayata uymayan bir hareket ig¢indedir. Sokaktaki
bitiin bakislari da tizerine toplar. Yapilan eylemi belgelemek ic¢in kullanilan kamera,
aslinda sanatc¢i ve gemisi {izerindeki bu gdzleri de kaydeder. Biz ise videonun
izleyicisi olarak hem sokakta olanlara hem de sokadin sanatciyi izleyisine taniklik
ederiz. Kamera bir Istiklal Caddesi belgeseli cekercesine Robinson Crusoe’nun, simdi
kapali olan daha bircok diikkanin oniinden geger, kalabaliklara karisir, Tinel’den
asagiya iner. Cosentino sahilde deniz kiyisina teknesini yerlestirir, ‘hayirl:
olsun’lar esliginde cayini icer, keyfine bakar.

2006 yilindan beri devam eden Istanbul Atlasi serisinde ise bunun tam tersi bir
durum vardir. Cosentino, takintili bir sekilde Istanbul’u izlemektedir. Istanbul’un
mahallelerine gidip onlari fotograflar. Bazi lokasyonlara yillar sonra tekrar gider
ve oradaki degisimi kaydeder. Hicbir sekilde belgelenemeyen, durmadan dedisen,
donitisime ugrayan bir sehrin hafizasini ve tarihini yaratma cabasi i¢indedir. Halkin
sehre yaptigi kiigik midahalelere bakar: Halk yukaridan gelen bir dedisimi nasil
izlemekte, buna nasil bir cevap vermektedir? Burada fotodraf makinesi, sanatg¢inin
goztniin hafizasini kaydetme godrevini gorir. GOzsel merkezci gilincel sanat diinyasi
ve glndelik hayatin bir sonucu olarak goézin hafiza ve anilar ile baglantisa da
gdztimiizden kacmaz.

Sophie Dupont’s encounter with the public in the streets of Mexico, during the
performance We Always Carry Our Body, 2018 is very close to this image of the artist
walking around with their camera. In the performance exploring whether there are
divisions between our physical, mental and spiritual bodies, her three bodies,
meaning, of her own, on her jumpsuit, and the brass body parts she carries over her
head, are under the gaze of people who are unsure about what they are seeing. The
different bodies are parallel to the possibilities of extensions from our bodies in
the context of this exhibition as a ‘camera-eye’. The idea of a body that overflows
the corporal to new layers of existing, may be interpreted as spiritual, may be
mechanical and technological or at the intersection of these three. Use of camera
in this installation, both for photography and video, points to the discourse of
performance art itself. How can you document a performance work, what happens in the
cases that it is someone other than the artist behind the camera, is it possible to
convey or converse the ephemeral ‘aura’ of the work? Dupont is also voyeuristically
watched by the audience, both of the performance itself and of the visitors of
the show at the gallery watching it through an iPad screen, through the medium’s

intrinsically intimate yet intimidating nature.

In the October of 2013 Antonio Cosentino with the idea “Let us leave Istanbul the
way we have arrived”, takes the tin ship he created as a homage to Sait Faik’s short
story with the same name, Stelyanos Hristopoulos, 2013 on a stroll through Istiklal
Street to the seashore at Tophane. He salutes those who are making plans to leave the
city, those who don’t feel at home and those who are forced to leave their hometowns.
Throughout the video work Escape from Marmara, 2013 we see a curious yet suspicious
crowd gathering around the ship. Cosentino’s situation is not so different than a
19th-century photographer. With his captain hat on and the ship he pulls with a rope
over his shoulder, he is in an act that is alien, foreign, unexpected and unfit to
the quotidian life. In the street, all eyes are on him. The camera that was used to
document this action, also records the eyes on the artist and his ship. As viewers
of the video, we witness what is happening on the street as well as the street
watching the artist. As if shooting a documentary of Istiklal Street, the camera
moves in front of the bookstore Robinson Crusoe and many other stores that are either
displaced or closed down today, blends into the crowd and heads down to the seaside
by Tunel. Cosentino places his ship by the shore and drinks his tea while accepting
congratulations for the ship.

In his ongoing series since 2006, Atlas of Istanbul, the situation is the absolute
opposite. Cosentino, obsessively observes Istanbul. He visits the city’s neighborhoods
and photographs them. Over the years, he revisits them and records the change there.
He attempts to create the memory and the history of a city that is impossible to
document due to constant change and gentrification. He looks at small interventions
by the people to the city: How do they observe the top-down change, how do they
respond to it? Here the camera is under the mission of recording the memory of the
artist’s eye. We cannot help notice the link between the eye and the memory as a
result of the occularcentral contemporary art world and daily life.
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‘Bir Go6ziUm Ben, Mekanik Bir GOz’ sergisinde sehri izleyen bir baska is ise Burcak
Bing6l’in erken doénem calismalarindan olan Sehir Kirigi, 2006’dir. Bu fotografta
Bingdl’in New York’ta yaptidi gerilla bir enstalasyonu goriiriiz. Seramik kiriklarinda
bir estetik bulup bunlari iizerlerine yapistirdigi miknatislarla sehirdeki bir c¢oép
kovasina yerlestirir. Biiylk sehre ve kendisine ait hayal kirikliklarini sehri
izleyerek bulur. Bir yanda sehre yaptidi bir miildahale, dier yanda sehirde izlenen
bir sanatci olma durumu vardir. Isin gerilla dogasi geredi Bingdl farkli stratejiler
gelistirir: sabah erken bir saatte bu yerlestirmeleri hizlica gergeklestirip toplamak
ve bu gegici ani glintmiize tasimak ig¢in fotograf makinesine sarilmak gibi.

Dziga Vertov’un ‘Kamerali Adam’ filminde de kamerasiyla sehirde dolasan ve olur
olmadik her seyi gdzlemleyen, kaydeden bir yonetmen goriiriiz. Dénemin agir kamerasi
ve tripoduyla bu garip karakter, belgeselin ig¢ine Vertov’/un kendi imgesini koyma
cabasidir da bir yandan. Vertov, 1929 yilinda yaklasik 50 yil sonra film okullarinda
okutulacak son derece avangard ve déneminin ¢ok ilerisinde bir film ¢eker. Kameranin
arkasindaki adam bir kiictilir bir biiylir, bizim gdérmedigimiz ayrintilari goérebilir
ve gb6zi, bir insan gdzlinden farkli Dbakislara sahip olabilir. Vertov, Sine-Goz
tizerine yazdigdi yazilarda kendisini “Bir gdézim ben, mekanik bir g6z” diye tanimlar.?
Kamerali adamin da Otesinde ‘kamera g6zlli’ adamdir. Kamera, Vertov ic¢in gdzin
bir uzantisidir ve onun arkasindaki gdz her ne gdrmek ister ise bunu kaydeder.
Séziin Ingilizcesindeki ‘I (ben)’ ve ‘eye (gbz)’ kelimelerinin fonetik benzerligi
kameranin arkasindaki kisinin benlidi ile gordiigi sey arasindaki bagi goriiniir kilar.
‘Go6z’ kelimesinin kendi dilimizde ‘oda’ kelimesi ile olan yakinlidi da, Latin
dillerinde yine ‘oda’ anlamina gelen kamera ve gdrme organimizin birbirinden ayri
gortilemeyecedinin isareti olarak diisiintlebilir.

Ahmet Elhan, fotograf makinesi (yani still kamerasi) ile , ‘Kamerali Adam’in bir
miizedeki gosterimine gider. Filmin godsterimini seyircilere ayrilan koltuklarain
arkasindan anbean fotodgraflar. Daha sonrasinda c¢ektidi fotodraflarin ig¢inden sectigi
kareleri sergide sadece bir tanesini gordigumiiz farkli kompozisyonlarda birlestirir.
A Man with a Still Camera, 2019 serisindeki 009 numarali kompozisyon iki ayri
boliimden olusmaktadir. Yukarisinda fotograf kareleri, film tarihindeki pelikiil
kiltiirtne ve bunun etrafindaki tekniklere goéndermede bulunur. Bu tarz bir gdrme
bicimi ile kompozisyonun alt tarafinda gdérdigimiz bilgisayar ekranini ister istemez
bir mukayeseye sokar goézimiz. YouTube sayfasinin Ustindeki sekmeler ve dijital
varligimizin belki de izerinde ¢ok iyi diusinilmis seffafligi da gdzimiizden kacmaz.
Elhan, bizi g6rme big¢imlerimizin dedisimi {zerine dislinmeye ydnlendirir. Aslinda
miizede izlenilen gdsterim de dijitaldir ve bu filmi yaratildigi sekilde bir film
seridi {izerinden deneyimlemek artik neredeyse imkansizdir.

Vertov, Sovyetler Birlidi rejiminin baskisi altindaki bir film endiistrisinde
propaganda amacli bir belgesel cekmek lizere ise alinmisti. Sovyetler Birligi’nin ilk
glinlerindeki vizyoner bakis ag¢isi ile paralel olarak, sdylemek istedigi seyler igin
yeni yontemler bulma arayisindaydi. Fakat rejimde isler karistikga, Vertov ic¢in bu
konu o kadar yapis yapis olur ki, ‘Kamerali Adam’1i reddetmesi gerekir, ki bu da akil
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Another work in the exhibition ‘I’'m an Eye, A Mechanical Eye’, that watches the city
is one of Burcak Bing6l’s early works Broken City, 2006. In this photograph, we see
a guerilla installation Bingdl did in New York. Finding an aesthetic in the broken
ceramics pieces, she places them on a trash bin in the city with the magnets she
placed on them. By watching the city she detects the broken dreams of a big city and
of her own. On the one hand, there is an intervention to the city; on the other hand,
there is the feeling of being watched by the city. Due to the guerilla nature of the
work, Bingol comes up with different strategies: like realizing this installation in
a hurry at the break of dawn and using her camera for bringing this temporary moment
to our day.

In Dziga Vertov’s film ‘Man with a Movie Camera’, we see a filmmaker who wanders around
with his camera, observes and records almost anything. With his heavy camera and tripod
emblematic of his times, this strange character is Vertov’s attempt to put himself in
the documentary. In 1929, Vertov shoots this film that is extremely avant-garde and
ahead of its time and that will be taught at film schools almost 50 years later. The
man behind the camera shrinks and grows, he can see the details that we cannot see
and his eye may possess different visions than the human eye. In his writings on Kino-
Eye, Vertov makes the declaration “I’m an Eye, A Mechanical Eye”.? Beyond being the
man with the movie camera, he is the man with the ‘camera eye’. To Vertov, the camera
is an extension of the body and whatever the eye of the cameraman selects to see,
it records. The phonetic similarity of the words ‘I’ and ‘eye’, indicates the link
between the identity of the person behind the camera and the observed subjects. In the
Turkish version of the sentence, the semantic proximity of the words ‘gdz (eye)’ and
‘oda (room)’, highlights the fact that we cannot think of camera, which again means
room in Latin languages, and our organ of sight as separates.

Ahmet Elhan attends a screening of ‘'Man with a Movie Camera’ at a museum with his
still camera. Behind the seats reserved for the audiences, he records the film frame
by frame. Later, he assembles the selected frames of these photographs in different
compositions. The composition number 009 from the series A Man with a Still Camera,
2019 on view at the exhibition, is of two parts. The frames that are on the upper part
of the composition refer to the culture of film and the techniques surrounding it. Our
eye makes an inevitable comparison of this way of seeing to the computer screen on the
lower part. The tabs on the YouTube page and the transparency of our digital beings
are not overlooked. Elhan directs us to consider the changes in our ways of seeing.
The screening at the museum is digital and it is almost impossible to experience this
film on a filmstrip as it was created in the first place.

Vertov was hired to shoot a propagandistic documentary in a film industry that was
under the surveillance of Soviet Union. Parallel to the visionary positioning of the
first years of Soviet Union, he was in search of new ways of self-expression. Yet when
things went rouge at the regime, for Vertov the situation got sticky and he was forced
to denounce ‘Man with the Movie Camera’ which in return affected his mental health.?
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“Bundan sonra bulunusu bir arkaplandan ibaret.
Artik icinde degil, ziyaretgileriniz.”

“From now on (your) presence is a background only.
They are not part of you anymore but (your) visitors.”
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sagligini hayli etkileyen bir durum olur. °Aslinda avangardlidi, hic kullanilmayan
teknikleri ilk defa kullanmasi ve montajlari, yaraticiligi ic¢in birer hayatta kalma
yontemi olarak da gorilebilir. Glinimiizde, Turkiye ve baska cografyalarda sanatsal
tiretim icinde bulunan insanlar ic¢in hem bir dert ortaklidi yaratir hem de bir umut
1s1§1 olur. Vertov’un kamerayi viicudundan ayri gdorememesi, kendi glincel yasantimizi
dusiindiigimtizde elimizdeki telefonun kamerasiyla yasiyor olmamiza ¢ok benzer. Siborg
varligimiz gercekligimize yeni bir katman ekler, gdrme bicimlerimiz dodrudan etkiler.
Bircok ani, goriintiiyli ve hatta kendi suretimizi bile elimizdeki kiicik ekrandan
deneyimlememize sebep olur. Elmas Deniz Arkaplan, 2014 adli isini yapmadan bir sene
dnce “selfie” kavrami daha yeni ortaya ¢ikmaya baslamis ve yilin kelimesi seg¢ilmistir.
Deniz, kisa bir siirin eslik ettidi bilgisayar estetikli bu slayt gdsterisi icin
tanidiklarindan doda manzaralari Oniinde c¢ekildikleri fotograflari ister. Fotodraf
makinesine olan kolay ulasimimiz izerinden turistik takintilarimiz ve hatira yaratma
arzularimizin bir okumasini sunar. Elimize kelimenin tam anlamiyla yapisan bu
teknoloji, doda ile aramiza girmekte onunla olan iliskimizde dogayi selfielerimiz ve
Instagram fotodraflarimiz icin sadece bir arka plan haline sokmaktadir.

Vertov’/un kamerasiyla olan organik iliskisinde kamera, montaj sayesinde dogal bir
géziin gbremeyecedi anlatilar ve hatta gerceklikler yaratabilir. Ust iiste cekim,
‘dutch angle (egilim c¢ekim)’ gibi kendi doénemi ic¢in komplike ve igerik ac¢isindan
avangard olan tekniklikleri ilk defa kullanir. Bu yeni anlati ve gercgeklik yaratma
cabasinin ardindaki kurgusalligi kirarak, anlati disi bir film iretme istedi ve hatta
takintisi yatar.’

Janet Bellotto su ilizerine olan arastirmasini montaj sayesinde vyarattigi vyeni
gercekliklerle izleyiciye aktarir. Slow Decline, 2013 isimli wvideosunda suyun
kaldirma kuvveti ve yer c¢ekimi arasinda kalmis ne tam batabilen ne tam suyun yiiziine
¢ikabilen bir kadin vicudu vardir. Bellotto, kameranin kendisini su gibi kullanir,
gordugimiz a¢inin ig¢inde oldudu akis, bir batip bir ¢ikmasi, suyun kendi hareketinin
mimesisidir. Su ve yavasc¢a diisen beden arasindaki c¢ekismenin kamera ile gdsterimi,
ancak Vertov’/un bahsettidi montaj sayesinde mimkiindiir. Bakisin akista olmasi durumu
ortacada ait Arap gdrme teorilerinin hayal glicti tizerine kurulu olduklari ig¢in her
zaman akiskan olduklarini da hatirlatir.

Bellotto’nun Transcribing the Impermeable Wall, 2013 isimli 1sikli kutusunda ise
suda sakli olanlari gdériiriiz. Sanatci, Istanbul’daki Biiyitk Londra Otel’inde kaldiga
odanin fotodrafini c¢eker. Odadaki diger beklenmedik eklentilere, 0Ornedin masanin
fizerinde duran burusturulmus arabaya, ek olarak odanin duvarlarini su ile yer
degistirtir. Bu bariz montajda, odaya dair gdriintir olmayan tarihi izlerin duvara
yaptigdi baski ve ylzeyde yarattiklari gerilim her an patlamaya hazir bir camin
arkasindaki su ile temsil edilir.

Tiirkce ve Fransizca gibi dillerde ‘kamera’ video ya da film ceken bir makineyi temsil
eder. Fotograf ig¢in fotograf makinesi veya ‘appareil de photographie’ (fotograf
cihazi) kelimeleri kullanilir. Makine olma durumu dilin icine islemistir. Ingilizce

23

In fact, Vertov’s avant-garde stance, his use of certain techniques for the first
time and his montages can be seen as a survival strategy for his creativity. His
work then serves both as a confidant and as a silver lining for those producing art
in Turkey and elsewhere today. When we think about our own life, camera’s connection
to Vertov’s own body is reminiscent of how we live with the cameras of smartphones.
Our cyborg being adds a new layer to our reality and directly affects our ways of
seeing. It causes us to experience many moments, images and even our own selves on a
small screen we hold in our palms. A year before Elmas Deniz created The Background,
2014, the concept “selfie” has just become popular and was chosen as the word of the
year. For this slide show accompanied by a short poem, Deniz asks her acquaintances
for their photos taken in front of natural landscapes. Thinking of our easy access
to cameras, it offers a reading of our touristic obsessions and desires to make
memories. This technology that we literally carry everywhere, interferes in our
relationship with nature and sees it only as a backdrop to our selfies and Instagram
posts.

In Vertov’s organic relationship with the camera, the latter can create, through
montage, narratives and even realities that are inaccessible to human eye. Vertov
uses techniques that are complicated and avant-garde for his times, like double
exposure or Dutch angle. Behind his attempt to create a new narrative and a new
reality lies the wish of or an obsession with creating by breaking the storyline, a

film that is non-narrative.®

Janet Bellotto narrates her research on water through the new realities she creates
by montage. In her video work, Slow Decline, 2013 a female body is stuck in between
the buoyancy of water and the gravity - she can’t fully sink deep or float above the
water. Bellotto uses the camera itself like water. The flow of the camera’s angle,
its movement in and out of the sea, is a mimesis of water. The depiction of the
tension between the water and the slowly falling body is only possible through the
editing Vertov mentions. A gaze in flux reminds us of Arab theories of seeing from
the medieval times, in which the vision always retains its fluidity as it’s based on
imagination.

In Bellotto’s lightbox Transcribing the Impermeable Wall, 2013 we see what is hidden
underwater. The artist photographs her room at Grand Hotel de Londres in Istanbul.
In addition to the other unexpected items, like the crumpled car on the table, she
replaces the walls of the room with water. In this obvious montage, the pressure
applied by the invisible traces of history on the walls and the tension they add
to the surface, is depicted as a sea behind a glass wall that might crack anytime.

In some languages including Turkish and French, ‘camera’ only represents a machine
that can shoot videos or film. Words like ‘fotodraf makinesi’ (photography machine)
or ‘appareil de photographie’ (photography device) are used for photography. The
connection to the machine is then embedded in the language. In other languages like
English camera is a device for both photography and for video. Early photographs are
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dahil bazi dillerde ise kamera hem fotograf hem de video ¢ekmek ic¢in kullanilan bir
alettir. Aslinda ilk fotograflar kisitli deklansér hizindan otird birer hayalet film
gibidir. Diger yandan ilk filmler, Yusuf Huysal’in kataloga eslik eden, Pedro Gémez-
Egafia, Ahmet Elhan ve Beglim Yamanlar’in islerini inceledidi yazisinda bahsettigi
Eadweard Muybridge denemelerinde oldugu gibi, fotograf sekanslarini vyan vyana
distinilmesidir. Gunimiizde ise video veya film isler glncel sanat dadarcigimizda
artik ‘moving image’ yani hareketli goriinti olarak gecerken, Iphone’umuzla hareketli
fotograflar ¢cekebiliyoruz.

Video ve fotograf arasindaki geg¢isi Beglm Yamanlar’ain Sahne, 2019 isinde ¢ok ac¢ik bir
sekilde goririz. 2018 yilinda gergeklestirdigi ayni isimli videosunda parga parcga
fotograflardan doniisen ve igeriksel olarak da bir dongii i¢inde olan anlatiyi izleriz.
Tahrip olmus bir tiyatro sahnesini kendi hafizasinin devinimleri icinde kaydeder.
‘Bir GozUm Ben, Mekanik Bir GOz’ sergisinde videonun karelerinden yarattigi fiziksel
bir versiyonu ise fotodraf ve film mecralari arasindaki gegisi bir adim daha oteye
tasir, lineer anlatiyi sekteye udratir.

Serginin film ve fotodraf tarihi ile badglantisi kuran bir diger c¢alisma da Pedro
Gbémez-Egafia’ in The Sallie Gardner Illusion, 2018 isimli wvideosudur. Teknolojinin
bize wverdigi gorintii algisinin ve bizim kendi algimizin gergekliginin birbiriyle
yaristigi bu is, Huysal’in yazisinda okuyacadiniz lzere Muybridge’e sapka ¢ikarirken,
gunimiizde ivmeyle ¢ogalan gdrinti kalabaligina da dokunur.

Optik ve gdrme teorilerinin 11. yiizyilda ilk ortaya ¢iktidi Arap dinyasinda gdrmek,
tasvir edilemeyen bir tanri inanci iizerinden hayal etmekle paralel olarak diisiiniiliir.”
Bir yandan da gdriilen sey yakinda oldugu ig¢in gérme duyusu dokunmakla elele gider.

Roger Bacon’in De multiplicatone specierum’dan optik ¢izimi / Optics from Roger Bacon’s De multiplicatone specierum
https://commons.wikimedia.org/wiki/File:Optics_from Roger Bacon%27s_De multiplicatone_specierum.jpg
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like ghost films due to the camera’s slow shutter speed. Early films are a result of
a process of thinking frames as sequences, as it is in the experiments of Eadweard
Muybridge, which is explained in-depth in Yusuf Huysal’s text at the catalog looking
into the works of Pedro Gdémez-Egafia, Ahmet Elhan, and Begim Yamanlar. Today, while
film and video are referred to as ‘moving image’ in the vocabulary contemporary art,
we can take live photographs on iPhones.

The transitions of video and photographs are very clear in Beglim Yamanlar’s The
Scene, 2019. 1In her video work with the same title from 2018, we watch a narrative
that morphs from pieces of photographs and that is contextually in a cycle. She
records the ruins of a theatre scene like the motions of her own memory of it. In
the exhibition ‘I'm an Eye, A Mechanical Eye’, the video’s physical version that is
produced with selected frames, takes the transition between the mediums one step
forward, disrupts the video’s linear narrative.

Another work in the exhibition that draws a link to the history of film and photography
is The Sallie Gardner Illusion, 2018 by Pedro Gdémez-Egafia. The work in which
the perception enforced by technology is racing our own perception of reality,
paying homage to Muybridge as you’ll read in Huysal’s text and that refers to the
accelerated image production in our days.

When the theories on optics and seeing first emerged in the 11tP century in the Arab
word, seeing was considered as parallel to imagining as a result of the idea of a
god that cannot be depicted.® Furthermore, since what is seen is close by, the sense
of sight used to go hand in hand with the sense of touch. The eye’s relationship
with the seen object or the landscape was more intimate, subjective and intrinsic.
Yet in the 19th century new, imperialist ways of seeing emerged that are obsessed
with looking into the horizon and seeing infinite distances.® Later in time, our
vision was politically shaped through television and media channels, while today
an algorithmically programmed way of seeing that is quite limited is imposed on us
through social media but more specifically through Instagram. Maybe a cleaner and

clearer way of seeing lies in these ancient theories.

In her A Refraction of Histories, 2018 Heba Y. Amin makes a sculpture of a diagram
from the first known book on optics by the 1llth-century Arab scientist Ibn’el Haytam.
Western art and science were introduced to this diagram through the notes of the
medieval English thinker Roger Bacon. However, Bacon fails to give reference to the
diagram’s original source. Even though the canonical theories on seeing in Western
art history, especially the perspective, are associated with Renaissance argue the
opposite, they cannot be separated from the science of the Arab world. According to
Amin, this claim can only be seen as the refraction of histories.

The instinct of reversing the colonizing gaze is present in Amin’s video installation
The Pupil of The Mosquito’s Eye, 2016. For her long-term project, The Earth is an
Imperfect Ellipsoid, Amin embarks on a journey through North and West Africa that
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Gortlen obje veya manzara ile daha samimi, ©6znel ve ig¢sel bir iliski wvardar.
Ancak 19. vyiizyildan itibaren, ufka bakmak, sonsuz bir uzadi gérmek ile takintili
daha emperyalist gdrme bicimleri ortaya c¢ikar.® Daha sonrasinda gdrme bicimimiz
televizyon, medya kanallari izerinden politik olarak sekillenirken, simdilerde ise
sosyal medya ve 6zellikle Instagram bize ¢ok kisitli ve algoritmalarla programlanmis
bir gérme big¢imi empoze eder. Belki de daha temiz bir gdrme ydntemi, eski teorilerde
yatmaktadir.

Heba Y. Amin, A Refraction of Histories, 2018 isinde 11. yiizyil Arap bilimci Ibn’el
Haytam’in bilinen ilk optik kitabindan bir semayi heykellestirir. Bati sanat ve
bilim tarihi bu diyagram ile Ingiliz Ortacagd diisiiniirii Roger Bacon’in notlariyla
tanisir ancak Bacon bu semayl nereden aldidina dair bir referansta bulunmamaktadir.
Bati sanat tarihindeki gorme teorileri, Ozelikle Ronesans ile birlikte diusiniilen
perspektif, her ne kadar aksini iddia etse de Arap biliminden ayri disiniilebilecek
durumda degildir. Amin’e gdre bu iddia ancak tarihlerin kirilmasi olarak goriilebilir.

Kolonilestiren g&zi tersine ¢evirme gudiisi Amin’in The Pupil of The Mosquito’s
Eye, 2016 isinde kendini go&sterir. Uzun donemli projesi The Earth is an Imperfect
Ellipsoid ic¢cin Amin, 11. ylzyilda Endilis’te yasayan Al-Bakri’nin ‘Kitab al masalik
wa-l-mamalik’ kitabinda ¢iktidini iddia ettigi, fakat hic¢ gitmedigi Kuzey ve Bati
Afrika seyahatine ¢ikar. Afrikali kadin bedenini fazlasiyla egzotik gdren bu kitabin
rotasinda 5 ay siliren bu seyahatte, Amin Misirli bir kadin olarak birgok zorlukla
karsilasir, vize slUrecinde ve ilke sinirlarinda her daim izlendigini hisseder. Bu
seyahat boyunca kolonyal bir gdz olan, arazi 6l¢im araci teodoliti bir kamera gibi
kullanir. Emperyalist glicler tarafindan Afrika’daki bos arazilere bakan ve buraya
neler yapabiliriz diye soran bir gbdze isaret eden bu aletin Onlinde ve arkasinda
Misirli kadin bir sanat¢i oldudgunda olusan gerilimler ve sorular ekrana yansir.

Amin’in deneyimledidi izlenme durumu giinlimiizde biiyik sehirler ve elektronik
cihazlarimiz baglaminda kamera ile olan ikircikli iliskimize de gdndermede bulunur.
Burcak Bingdl’in sergide i¢ mekana tasinan Follower, 2017 isleri kamera ile olan bu
tekinsiz iliskimize bakar. Bize durmadan izlenme ve kaydedilme durumunu hissettiren
tehditkar bakisli kameralari, Beyoglu’ndan topladigi c¢igeklerle donatarak sisli
birer obje haline getirir. Izleyeni izler hale, izleneni ise izleyen hale sokar.

Pedro Gémez-Egafia, 3 Months of Greenwich, 2018 adli isinde ayni yil Zilberman Gallery’nin
Berlin’deki galeri mekaninda gercgeklesen'The Common Ancestor’ sergisindeki The
Chariot of Greenwich, 2013 isinin ¢ ay sonunda biriken kalintilarini fotograflayarak
hayalet bir video olusturur. George Lancester isimli Ingiliz bir mithendisin Ikinci
Diinya savasi sonrasi, M.0.2600’da Cin’de icat edilmis her daim gilineyi gdsteren araba
sekildeki pusulasini yeniden yorumlar. Hicbir belgeye dayanmayan bu yorumlama,
Greenwich’in bas meridyen olarak kabul edildigi o gilinlerde, Bati teknolojisinin Dogdu
karsisindaki Ustinliglinii iddia etmektedir. Gémez-Egafia, bu retorigi bozmak amaciyla
vaptigi araba ise kendi kendini imha edercesine talaslarini doéker.
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the 11th century Andalusian Al-Bakri claims to have visited in his book ‘Kitab al
masalik wa-l-mamalik’. Following the route of this book exoticizing the female
African bodies, during this 5 months long journey as an Egyptian woman, Amin faces
many challenges, she feels watched and surveyed in the visa processes as well as
at the customs. She uses the land surveillance device, a colonial eye, theodolite
as her camera. Tensions and questions arise when a female artist from North Africa
is in front or behind the device that symbolizes the eye of the colonizing powers
looking at the vast empty lands of Africa and imagining what can be built on them.

The feeling of being watched as experienced by Amin invokes the ambivalent relationship
we have with camera in the context of metropolitan cities and our electronic devices.
Burcak Bing®l’s Follower, 2017 works, moved back to indoors for this exhibition,
looks at the uncanny state of cameras. With the flowers and plants she collects from
Beyoglu, Istanbul she decorates these cameras whose threatening gazes reminding us
of the state of being watched and recorded, she turns them into ornamented objects.
The watcher becomes watched, while the observed becomes the observer.

In his 3 Months of Greenwich, 2018 Pedro Gbémez-Egafia creates a ghost video in the
photograph of the remnants of his installation The Chariot of Greenwich, 2013 as
part of his solo show The Common Ancestor’ at Zilberman Gallery—Berlin. After the
WW2, George Lancaster, an English engineer, reinterprets a chariot invented in 2600
BC China, a compass that always points the South. This interpretation with no solid
ground alleges the superiority of the Western advancement in technology over the
East, during the days that Greenwich was accepted as the prime meridian. The chariot,
created by Gdémez-Egafia in order to reverse this rhetoric, crumbles into pieces as
if aiming for self-destruction.

The anatomic structure of our eye is very mechanical, yet our perception is not as
much. The muscular movements of the eye want to step outside the static idea of the
glance.’ A restless eye yearns for the moving image. Vertov almost naturally captures
this movement and the state of restlessness in his bouncing, documenting aesthetics.
The selection and editing process of the camera is not different from the experience
of a curator. In the contemporary art world and society that is ocularcentral, that
social and political questions connected to the camera and the eye still remains
unanswered, the eye and the glance are still not liberated. Through this catalog
and the already and newly produced works by the artists in the exhibition, ‘I'm an
Eye, A Mechanical Eye’ aims to make these questions and problems, and the knowledge
production around the topic, visible to the eye.
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Aslinda go6zumiiz anatomik yapisiyla fazlasiyla mekanik, ancak algimiz hi¢ de 0oyle
degildir. Gozln kas hareketi duragan bir bakisin disina c¢ikmak ister’, yerinde
duramayan bir g6z fikri, hareket eden gérintiye actir. Bu hareketi ve yerinde
duramamak durumunu, Vertov ziplayan belgesel estetiginde adeta dogal bir sekilde
yakalar. Kameranin secmesi, montajlamasi ve deJistirmesi, kliratdrliik deneyiminden
pek de farkli dedildir. Gozsel merkezci glncel sanatta ve toplumda, kamera ve gdze
bagli sosyal ve politik sorular halen tam olarak cevaplanmamis, gdz ve bakis
serbestligine halen ulasamamistir. ‘Bir Go6zUm Ben, Mekanik Bir GOz’ bu sorulari
ve sorunlari tekrardan gindeme tasiyip, konuya dair bilgi iretimini sanatg¢ilarin

6nceden iretilmis ya da yeni isleri ve bu katalog ilizerinden goériniir kilmaya c¢alisir.

Pedro Gomez-Egafia

3 months of Greenwich, 2018
Digital print on cotton paper
Pamuklu kagit Gzerine dijital baski
85x 120 cm
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Atlar ve Kameralar Uzerine Birtakim Diisiinceler

|Yusuf Huysal

Unlti sanayici Lelan Stanford, fotograf¢i Eadweard Muybridge ile 1870’lerde bir
isbirligi baslatarak doénemin tartismali konularindan ‘desteksiz transit’ teorisini
tek seferde ve sonsuza dek kanitlayacak bir fotodraf serisi ismarlar. Bir atin
sliratli ve doértnal hareketleri esnasinda her dort ayaginin birden yerden kesildigini
varsayan teori, Muybridge’in Occident ve Sallie Gardner isimli atlar ile c¢ektigi
fotograflar sayesinde kanitlanirken, bulgular binicilik cevrelerinden cok daha uzaga
yol kat ederek sanat ve bilim dilnyalarini etkiler.’

Muybridge’in hareketi durdurarak, gbriis ve gergeklik arasindaki o =zamana dek
sarsilamaz olan baga bir darbe indiren fotograflari, insan goziniin eksikliklerini
ortaya c¢ikarir ve sanattaki geleneksel zaman ve mekan tasvirlerini sekteye udratir.
Klasik resimde asirlardir kullanilan ‘ucan dértnal’in ya da kosan bir atin dért bacagi
acilmis sekilde resmedilmesinin, artik gegerliligini yitirmesinin yani sira, Degas
gibi ressamlar gercede ya da kameranin gordigl gerceklige daha da yaklasmak igin
fotograflari incelerler.!’ Enstantane fotodrafin bilimsel do§rulugu, kisa siire icinde
resimdeki kompozisyon wve renk kullanimindan, perspektif ve dokunun uygulanmasina
kadar nufuz edecektir. Ancak herkes, godzle goériilemeyen bir gerceklige kosulsuz bir
sekilde sarilmaya istekli degildir.

ingiliz sanat tarihc¢isi Aaron Scharf séyle yazar: “Muybridge’in kamerasinin insan
goztinden daha fazla ve daha farkli ‘gdrduginii’ one siren bazilari, bu fotograflari
vanlis, hatta sanata aykiri olarak nitelendirdiler”.'’ Fotodrafin sanatsal ifadeyi
koreltme potansiyelini fark edenler arasinda, fotografi “sanatin Olimcil dismani”
olarak yaftalayan Baudelaire de bulunur.'? Paul Valéry, fotograf heveslisi Degas’nin
bile “ressamin fotodraftan ne o&§renmemesi gerektigine” duyarli oldudunu vyazar.'®
‘Ucan dortnal’ gercedin hatasiz bir temsili dedilse de, hareket ve hizi aktarmak
i¢in daha iyi bir yoéntem dedil midir? Fitiirist ressam Umberto Boccioni, 1910 tarihli
Teknik Manifestosu’nda fotografin 6z1uigline inananlarin inadina, bir atin “dort
de§il, yirmi bacadi” oldu§unu ilan eder.'*
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Some Thoughts On Horses and Cameras

|Yusuf Huysal

In the 1870s, the industrialist Lelan Stanford commissioned Eadweard Muybridge
with producing a series of photographs that would once and for all settle the
question surrounding ‘unsupported transit’ - the (then-hypothetical) theory that a
horse becomes completely airborne by lifting all four of its feet mid-stride.® The
photographs Muybridge took of the horses Occident and Sallie Gardner proved this to
be the case in both principal gaits, the trot and the canter, though the findings
were to have an impact beyond equestrian circles, galloping headlong into the worlds
of art and science.’

By severing the hitherto unshakable link between sight and reality, Muybridge’s stop-
action photographs had revealed the shortcomings of human eyesight and disrupted
the traditional depictions of time and space found in art. Not only was the
‘flying-gallop’, the classical rendering of the cantering horse with all four legs
outstretched, now abandoned since it was proven incorrect, but painters like Degas
studied the photograph to attain a closer semblance of truth - or the truth as seen

by the camera.!’

Soon the scientific veracity of the instantaneous photograph would
come to dictate the very fibre of painting, from the use of composition and tone to
the application of perspective and texture. But not everyone was willing to make the

leap of faith and embrace the unseen with total abandon.

As the British art historian Aaron Scharf writes: "“Muybridge’s photographs were
believed by some to be false and a deception for art, on the grounds that (ironically)

his cameras ‘saw’ too much and too differently from the human eye”.!!

A group of
artists had come to realise the photograph’s potential to blunt artistic expression,
with this view perhaps best epitomised in Baudelaire’s famous denunciation of the
photograph as “art’s mortal enemy”.'? Even the enthusiastic Degas, writes Paul Valéry,
was sensitive to “what the painter must be careful not to learn from it”.!® Granted,

the ‘flying-gallop’ was not an accurate representation of reality, but was it not
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MORSE’S Gallery, 417 Montgomery St., San Francisco,

THE j“}ORSE IN %AOTION.

Illustrated by ¥ ; :
MUYBRIDGE. AUTOMATIC ELECTRO-PHOTOGRAPH.

A >£ ‘
4 “SALLIE GARDNER,” owned by LELAND STANFORD; running at;a 1.40 gait over the Palo Alto track, 19th June, 1878.

The negatives of these photographs were made at intervals of twenty-seven inches of distance, and abou%he twenty-fifth part of a second of time ; they illustrate consecutive positions

assumed in each twenty-seven inches of progress during a single stride of the mare. Thelvertical lines were twenty-seven inches apart ; the horizontal
lines represent elevations of four inches each. The exposure of each negative #as less than the two-thousandth part of a second.
e -
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Bu 1sikta izlendiginde, Pedro Gémez-Egafia’nin tek kanal videosu ‘The Sallie Gardner
Illusion’ Muybridge’in O6ncil serisini glincel baglamda tekrardan diisiinerek, baslattigi
atesli tartismalara godonderme yapar. Goémez-Egafia’nin teknoloji c¢adinin bir meyvesi
olan ati, bir motor yardimiyla firildak gibi doénen, metalik ve seri-iiretim kitsch
bir objedir. Modern kameranin bile tam olarak yakalayamadigdi bir sliratle ve icinde
vasadigimiz zamanlari simgeleyen bir solipsizm ile durmaksizin kendi etrafinda
déner.

Gémez-Egafia’nin karanliga goémili ati, Uzerine araliklarla g¢arpan 1sik sayesinde
anbean aydinlanarak, Muybridge’in fotodgraflarindaki sabit pozlardan olusan hareket
yelpazesini hatirlatir. Fakat Gémez-Egana’nin isminde ‘Illusion’ [I1lltizyon]
kelimesini barindiran isi, Muybridge’in gergeklik iddiasinin aksi yoniini gdsterir.
Muybridge’in zincirleme aktive edilmis bir seri kamera ile c¢ektigi fotograflar,
ancak daha sonra birlestirilip siiregelen bir déngii olustururken,®® Gémez-Egafia’nin
videosunda belirip kaybolan devinim, géz kirpan bir 1sik kaynadinin yardimiyla tek
ve sabit bir kamera ile tekrardan sahnelenir.

Kameranin hizli deklansdril atin donlistnii kesik kesik gorintiilerken, zihnimizin
gdzl objenin karanlikta kaldigi kisa anlarda hareketin devamliligini farz eder.
“Devamliligin bilincaltinda tamamlanmasi”,'® ya da Walter Benjamin’in deyisiyle
“optik bilincdisi1”!’ tarafindan varsayilmasi, Begiim Yamanlar’in ‘Sahne’ isimli isinin
de merkezindedir. Yamanlar’in ayni isimli bir videosundan alinmis ve terk edilmis
bir binanin i¢ini gdsteren fotograflari, arka arkaya dizilmis 1sikli kutularin ig¢inde

sergilenir.

Yamanlar’in enstalasyonunun oniinde istedigi tarafa ylirtmekte serbest olan izleyici,
gordiklerinden kendi olay kronolojisini diizenleyebilir, hatta birbirini takip eden
statik imgeler dizgisinden ve filmin lineer kurgusundan sapabilir. ‘Sahne’ tek bir
fotografin hal dedistirmesine tanik olurken, kadraja sizan dogda unsurlari goriintiideki
i¢ mekanin bir parcgasi olur. Yamanlar’in tek tek editlenmis fotograflari, film
tekniginin koékenlerine, ©zel efektler yaratmak ig¢in belirli karelere film seridinin
tizerinde elle diizenlemeler yapan George Méliés gibi &énciileri akla getirir.'®

Erken doénem filmlerde kullanilan bu gibi goérsel oyunlara her rastladigimizda, film
disiplininin insan g&éziniin dodal vyapisi, hizi ve zamana karsi hassasiyeti ile
arasindaki ayrilmaz badi hatirlariz. Bir saniyede birbirini takip eden 10-12 gorintiyi
algilayabilen g6z, bundan daha hizli bir dizgeyi hareket olarak goérir. Sinema
filmleri ig¢in su anki standart saniyede 24 kare olarak kabul edilse de, Peter Jackson
ve James Cameron gibi glinlimiz ydnetmenleri, hareketli gorintiye daha fazla dinamizm
kazandirmak ig¢in son zamanlarda daha ylksek hizlarda denemeler yapmaya basladilar.
Bu vesileyle de insan gézi ve filmdeki en dogru izdiisiimi izerine tartismalar tekrardan
gindeme geldi. Film, islevini yerine getirebilmesi ic¢in gdzii hareket (veya hareket
illéizyonu) ile kandirmasi gerektiginden, belki de insan olarak fiziksel benligimize
en yakin duran sanat dalidir.
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a better way to convey movement and speed? Flying in the face of the photographic
purists, the Futurist painter Umberto Boccioni declared in his Technical Manifesto

of 1910 that a running horse has “not four, but twenty legs”.'*

Seen in this 1light, Pedro Gémez-Egafla’s single channel video loop ‘The Sallie
Gardner Illusion’ gives a nod to Muybridge’s seminal series and the fiery debate it
sparked while re-imagining the work in the contemporary context. Gémez-Egafia’s horse
is a child of the age of technology, a metallic, mass-produced kitsch object that
spins around itself with the aid of a motor. Its seemingly endless solipsism and
frenzied velocity is emblematic of our times, too fast for even the modern camera
to capture truthfully.

Submerged in darkness, Gdémez-Egafia’s horse 1is only made visible by intermittent
flashes of light, evocative of the way Muybridge’s photographs revealed disjointed
instances in a stretch of time and a range of movement. The ‘Illusion’ in the title
is telling since it harks back to the verisimilitude debate, hinting that the promise
of truth pledged by the original experiment is here abandoned. While Muybridge had
utilised a chain of consecutively activated cameras and only afterwards joined the
photographs together to create a continuous cycle,!® Gémez-Egafia works with a single,
stationary camera, recreating the proverbial cinematic flicker with the stutter of
an extraneous light source.

As the fast shutter of Gdémez-Egafia’s camera peeks at the revolution of the horse
in jumps and starts, our mind’s eye infers continuity in its movement during the

brief moments when the object is out of sight. This epistemic stopgap, whereby

“continuity is assumed by a subconscious completion process”?'®

formulation, by an “optical unconscious”,!’ is also central to Begiim Yamanlar’s ‘The

or in Walter Benjamin’s

Scene’, comprised of a procession of light boxes that depict manipulated stills
taken from a video of the same name. Yamanlar here disassembles the footage she shot
of an abandoned building and allows the spectator to piece together the narrative
of the sequence.

Free to walk any which way in front of Yamanlar’s installation, viewers can create
their own chronology of the events and even deviate from the linear presentation of
film as a succession of static images leading up to one another. ‘The Scene’ shows
the transmutation of a single shot, where the interior of an abandoned building is
superimposed with images of nature and overgrowth gradually creeping into the frame.
Yamanlar’s individually edited stills hark back to the origins of the filmic medium
and the work of pioneers like Georges Mélies, who would isolate certain frames
and manipulate them by hand on the filmstrip to create special effects, multiple

exposures and dissolves.'®

Whenever we encounter visual tricks like these in early films, we are reminded of
the inseparability of the medium to the speed of the human eye and its temporal
sensitivity, which can process 10 to 12 consecutive images per second, with anything
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The Sallie Gardner lllusion, 2018

Single channel video loop / Tek kanalli video loop
11'38”

Ed.5+2AP.
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izleyicisinin fani sinirlarinin aksine, film mecrasinin kendi potansiyelini tiiketmek
i¢in daha ¢ok yolu var gibi goézikiiyor. Dijital teknoloji ve her gegen yil daha yiiksek
¢cozlniirlik vaat eden pikselli kameralar sayesinde, gorintli ve hareketi kaydetmek
i¢cin yeni yollar icat edildi ve ediliyor. Fakat, Tacita Dean gibi sanatc¢ilar ve
Christopher Nolan gibi yodnetmenler geleneksel foto-kimyasal metotlari kullanmaya
devam ederek, filmin hala daha istin bir dinamik renk aralidi ve gdrinti ¢ozinirlugi
sundugunu ©6ne sirtyorlar. Dijital goérintintn keskinligini analog fotodrafin sikcga
bahsedilen ‘samimiyeti’yle kiyaslayan teknik tartismalar bir yana, Dean’e gore bu iki
mecra, “farkli sekilde vyapildiklari, farkli sekilde gorildikleri” igin “ozlerinde
farklidir”.?°

Ahmet Elhan’in fotografik kolaji ‘A Man With a Still Camera’, Dean’in dedindigi
noktaya paralel olarak, dijital ve analog teknikler arasindaki gerilim ile
ilgilenir. Elhan’in isinin 4st kismi, sanatc¢inin Dziga Vertov’/un ‘Kamerali Adam’
filminin bir gdsteriminde c¢ektigi fotograflardan olusur. Birbirinin yansimasi olarak
kiimelenen 12 pozitif ve negatif kare, bir kontakt baski kadidini animsatacak sekilde
diizenlenmistir. Bir fotografc¢inin kontakt baski kagidi lzerinden yaptigi inceleme
ve sec¢me siirecini yeniden canlandirarak, Elhan bizi analog fotograf disiplinin &ziine
ve fotografik baski teknidinin kimyasal dodasina gotiriir. Elhan’in fotograflarina
dikkatli bakarsak, yikanmis goriintiilerin arasinda birbirinin karsiti olan biri beyaz
biri siyah iki kare goriirtiz. Bu ikiz kareler, belki de Elhan’in film rulosundaki
yanmis pozlardir ve bize film disiplinin her maddur miiridi tarafindan ¢ok iyi bilinen
bu cilvesini hatirlatir. Ya da belki bu iki kare, erken doénem filmlerde silah atisi
ve patlama efektleri yaratmak ic¢in film seridinin arasina yerlestirilen monokrom
karelere saygi niteliginde okunabilir.

Kolajin alt bolimiinde, Vertov’un filminden bir kareyi, filme adini veren kamerali
adamin ekranda belirdidi duraklatilmis bir ani gdririz. Bir YouTube videosundan
alinmis bu ekran goriintiisti, simdiye kadar yaratilmis en popliler video paylasim
platformunun erisimine ve dijital gorinti tilketiminin wulastidi doruk noktasina
isaret eder. Seyir mekanizmalarina dedinen kolajiyla Elhan, tek bir kompozisyonda
farkli izleyici imgelerini bir araya getirir: Vertov’un filmindeki kamerali adam; film
gosteriminin namevcut seyircisi; ve son olarak da, her seyi gdren elestirel bakisi
kameranin mekanik goziyle birlesmis, ekran disindaki sanatci.
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faster registering as motion.!’ While the accepted standard for motion picture films
currently sits at 24 frames per second, contemporary filmmakers including Peter
Jackson and James Cameron have recently begun experimenting in higher rates to add
more dynamism to the moving image, reigniting once again discussions surrounding
human eyesight and its approximation in film. Since, in order to work, film necessarily
needs to trick the eye into perceiving movement, or indeed the illusion of it, it
is perhaps the only artistic medium that is intrinsically connected to our physical
limits as humans.

By contrast, the medium itself is seemingly far from being bounded by limits. A
fundamentally new way of recording images and movement emerged with the advent of
digital technology, whose pixelated cameras continue evolving towards ever-higher
image resolutions. However, artists like Tacita Dean and filmmakers like Christopher
Nolan continue using traditional photochemical methods, invoking the superior spatial
resolution and dynamic range of film. But aside from the technical arguments which
pit the oft-quoted ‘warmth’ of analogue photographs against the sharpness of the
digital image, the two mediums are, according to Dean, “intrinsically different”,

since they are “made differently, seen differently”.?°

Ahmet Elhan’s photographic collage ‘A Man With a Still Camera’ is engaged with this
tension between digital and film, particularly in relation to Dean’s point that the
two mediums are made and seen differently. The upper quadrants of Elhan’s work
consist of a cluster of photographs the artist took at a screening of Dziga Vertov’s
silent film ‘Man With a Movie Camera’, arranged into 12 mirroring positive and
negative frames that resemble a contact sheet. By essentially re-enacting the review
and selection process a photographer makes on a contact sheet before deciding on the
final print to be developed, Elhan points us towards the making of film photographs,
the chemical nature of photographic processing and the physical properties of the
medium. Peppered among the file and rank of photographs are two blank frames, one
black and one white, which dovetail the twin pages. They’re perhaps an overexposed
frame in Elhan’s roll - a caprice of the medium that any film photographer will be
familiar with - or an homage to the use of monochromatic inserts in early films, which
were spliced into the filmstrip to achieve effects like gunshots and explosions.

On the lower section of his collage, Elhan has placed a YouTube screenshot of
Vertov’s film paused at a moment when the eponymous cameraman is seen on screen.
The details of the screenshot are significant since the website on view is the most
popular video-sharing platform that has ever been created, representing the reach
and culmination of digital image consumption. Elhan, whose collage is invested in
issues of spectatorship, combines multiple iterations of the watcher in a single
composition: the man with a movie camera inside Vertov’s film; the absent viewers at
the screening; and lastly, the artist off-screen, whose all-seeing, critical gaze
has become one with the mechanical eye of the camera.



Man with a Movie Camera (1929) movie
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A man with a still camera, 2019
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Scene / Sahne, 2019

Transparency in Lightbox / Isikli kutu icerisinde duratrans baski
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Heba Y. Amin (1980, Kahire) Berlin’de vyasayip c¢alismaktadir.
Amin’in sanatsal calismalari aralarinda 10th Berlin Biennale for
Contemporary Art (Berlin, 2018), Kunstpreis der Bottcherstrasse
- shortlisted (Kunsthalle Bremen, 2018), MAXXI - Museo Nazionale
delle arti del XXI secolo (Roma, 2018), Museum of Contemporary Art
in Krakow (Krakow, 2018), A Rectilinear Propogation of Thought
(Zilberman Gallery, Berlin, 2018), 15. Istanbul Bienniali (Istanbul,
2017), Karachi Biennale (Karachi, 2017), Iki Sehir Arasindaki
Mesafenin Gokbilimsel Tayini (Zilberman Gallery, Istanbul, 2017),
Dak’Art Biennali (Dakar, 2016), Kinstlerhaus Bethanien (Berlin,
2017), Museum of Modern Art in Warsaw (Warsaw 2016), 9th Forum
Expanded Exhibition (64th Berlinale, Germany, 2014), IV Moscow
International Biennale for Young Art (Moscow, 2014), WRO 15th Media
Art Biennale (Wroclaw, 2013) ve The New Museum (New York, NY, 2012)
gibi bir ¢ok uluslararasi kurum bulunmaktadir. Heba Y. Amin’in, The
British Museum da dahil olmak iizere 6zel ve kamusal koleksiyonun da
pargasidir.

Heba Y. Amin (b.1980, Cairo) 1lives and works 1in Berlin. Amin’s
artistic work has been shown worldwide: 10th Berlin Biennale for

Contemporary Art (Berlin, 2018), Kunstpreis der Bottcherstrasse -
shortlisted (Kunsthalle Bremen, 2018), MAXXI — Museo Nazionale delle
arti del XXI secolo (Rome, 2018), Museum of Contemporary Art in

Krakow (Krakow 2018), A Rectilinear Propagation of Thought (Zilberman
Gallery, Berlin, 2018), 15th Istanbul Biennial (Istanbul, 2017),
Karachi Biennale (Karachi, 2017), An Astronomical Determination of
the Distance Between Two Cities - solo (Zilberman Gallery, Istanbul,
2017), Dak’Art Biennale (Dakar, 2016), Kinstlerhaus Bethanien
(Berlin, 2017), Museum of Modern Art 1in Warsaw (Warsaw 2016),
9th Forum Expanded Exhibition (64th Berlinale, Germany, 2014), IV
Moscow International Biennale for Young Art (Moscow, 2014), WRO 15th
Media Art Biennale (Wroclaw, 2013). and The New Museum (New York,
NY, 2012). Heba Y. Amin is part of private and public collections,
includingThe British Museum among others.

Janet Bellotto’nun (1973, Toronto) isleri, aralarinda Pekin, New
York, Toronto ve Venedik’in de bulundudu ¢esitli wuluslararasi
kolektif, grup ve kisisel sergilerde godsterilmistir. Bellotto,
Dubai’de gergeklestirilen “lokasyon” temali 20. Uluslararasi
Elektronik Sanat Sempozyumu’nun (ISEA2014) sanat yonetmenligini
yapmistir. Yakin zamanli kisisel ve grup sergileri arasinda
Lifesaving (Zilberman Gallery, Istanbul, Turkiye 2016), Relation-
Ships (Existence Doubtful) (MOCA, Londra, Birlesik Krallik, 2015) Art

Stays 13—13. Cagdas Sanat Festivali (Ptuj, Slovenya, 2015), Yergekimi
Kalintilari (Zilberman Projects, Istanbul, Tiirkiye, 2013), Aquatica
(Harvey Nichols, Dubai, BAE, 2012), Joshua Treenial (Joshua Tree,
ABD, 2012), Nile Blue (Red Head Gallery, Toronto, Kanada, 2011), The
Lure (De Luca Art Gallery, Toronto, Kanada, 2011), 4. Uluslararasi
Performans Sanati Sergisi (Nahdet Misr Galeri, Mokhtar Mizesi,
Kahire, Misir, 2011), 12. Kahire BRienali (Kahire, Misir, 2010),
Drowning Ophelia (Stratford Galeri, Stratford, Kanada, 2010), Point
of Encounter (Tashkeel, Dubai, BAE, 2009), WAVE (The LAB, New York,
ABD, 2008), Cince Karakter Bienali (KU Sanat Merkezi, Pekin, Cin,
2008), Dehisce (kkprojects, New Orleans, ABD, 2007) bulunur. Sable
Adasi’ndaki eseri Venedik’teki lightbox + MAP Office tarafindan 2017
yilinda yayinlanan “Okyanuslar Kilavuzu” adli kitapta yer almistair.
Su an, Toronto ve Dubai arasinda yasamakta ve calismaktadir.

Janet Bellotto’s (b.1973, Toronto) work has been exhibited in a
variety of collective, group, and solo exhibitions internationally,
including Beijing, New York, Toronto and Venice. Bellotto was
Artistic Director for the 20th International Symposium on Electronic
Art (ISEA2014) held in Dubai with the theme of “location.” Recent
solo and group exhibitions include: Lifesaving (Zilberman Gallery,
Istanbul, Turkey, 2016), Relation-Ships (Existence Doubtful) (MOCA
London, UK, 2016), Art Stays 13—-13th Festival of Contemporary Art
(Ptuj, Slovenia, 2015), Joshua Treenial (Joshua Tree, USA, 2015),
Nile Blue (Red Head Gallery, Toronto, Canada, 2012), Aquatica
(Harvey Nichols, Dubai, UAE, 2012), The Lure (De Luca Fine Art
Gallery, Toronto, Canada, 2011), 4th International Performance Art
Show (Nahdet Misr Gallery, Mokhtar Museum, Cairo, Egypt, 2011), 12th
Cairo Biennale (Cairo, Egypt, 2010), Drowning Ophelia (Stratford
Gallery, Stratford, Canada, 2010), Point of Encounter (Tashkeel,
Dubai, UAE, 2009), WAVE (The LAB, New York City, USA, 2008), Chinese
Character Biennial (KU Art Center, Beijing, China, 2008), Dehisce
(kkprojects, New Orleans, USA, 2007). Her work on Sable Island was
published by lightbox + MAP Office, Venice, in the book Our Ocean
Guide, 2017.Bellotto, lives and works between Toronto and Dubai.

Burcak Bingdl (1976, Goérele) Ankara’da biiyllyen sanatca, Istanbul’da
yasamakta ve c¢alismaktadir. Son kisisel sergileri arasinda:
Interrupted Halfway Through (Zilberman Gallery, Berlin, Almanya,
2019), Bir Masalin Icinde ve Sadece Onunla Yasamak (Zilberman
Projects, Istanbul, Tirkiye, 2019), Jardin Particulier, (Fransiz
Sarayi, Istanbul, Tiirkiye, 2017), Mitos ve Utopya (Zilberman Gallery,
istanbul, Turkiye, 2017), Solo Sunum (Volta NY, New York, ABD,



2015), Araba Sevdasi (Zilberman Gallery, Istanbul, Tirkiye, 2014)
and Solo Sunum (Art Basel, Hong Kong, 2014); ve katildidi karma
sergiler arasinda : Unleashing, (Columbia Universitesi Teachers
College, New York, ABD, 2018), a good neighbour - on the move
(Pinakothek der Moderne, Munich, Almanya, 2017), a good neighbour
15. Istanbul Bienali (Istanbul, Turkey, 2017) ve TEN (Baksi Museum,
Bayburt, Turkiye 2015) bulunur. Calismalari c¢esitli miizelerin
yaninda Avrupa, Amerika, Orta ve Uzak Dogu’daki &zel koleksiyonlarda
yer almaktadir: Metropolitan Sanat Mizesi (New York, ABD), 21lst
Century Miizesi (Louisville, ABD), Baksi Mizesi (Bayburt, Tirkiye),
ve Salsali Miizesi (Dubai, BAE).

Burgak Bingdl (b.1976, GoOrele) raised in Ankara, she lives and
works in Istanbul. Her solo exhibitions include: Interrupted
Halfway Through (Zilberman Gallery, Berlin, Germany, 2019), Living
Inside a Tale and There Only (Zilberman Projects, Istanbul, Turkey,
2019), Jardin Particulier, (French Palace, Istanbul, Turkey, 2017),
Mythos and Utopia (Zilberman Gallery, Istanbul, Turkey, 2017), Solo
Presentation (Volta NY, New York, USA, 2015), A Carriage Affair
(Zilberman Gallery, Istanbul, Turkey 2014) and Solo Presentation
(Art Basel, Hong Kong, 2014); and her group exhibitions include:
Unleashing, (Columbia University Teachers College, New York, USA,
2018), a good neighbour - on the move (Pinakothek der Moderne,
Munich, Germany, 2017), a good neighbour 15th Istanbul Biennial
(Istanbul, Turkey, 2017) and TEN (Baksi Museum, Bayburt, Turkey,
2015) . Her works are in many private and public collections in the
USA, Europe, the Middle and Far East, including The Metropolitan
Museum of Art (New York, USA), 21lst Century Museum (Louisville,
USA), Baksi Museum (Bayburt, Turkey) and Salsali Private Museum -SPM
(Dubai, UAE).

Antonio Cosentino (1970, Istanbul), 1994’te Mimar Sinan Universitesi

Glzel Sanatlar Fakiiltesi Resim Bolimii’nden mezun oldu. 1996’da
Hakan GlUrsoytrak ve Mustafa Pancar ile Hafriyat Grubu’nu kurdu.
Grup, 1996-2010 yillari arasinda 16 sergi diizenledi; 2006-2009
yillari arasinda bagimsiz sanat inisiyatifi ve sergi meké&ni Hafriyat
Karakoy’l kurdu ve isletti. Cosentino kendi islerinin de yer aldigi
Aileye Mahsustur (Karsi Sanat Calismalari, Istanbul, Tiirkiye,
2002), Yurttan Sesler (Karsi Sanat Calismalari, 2001) ve Yerli
Mali (Elhamra Sanat Galerisi, Istanbul, Tirkiye, 1999) sergilerinin
kiilratdrligiini tstlendi. Sanatg¢inin son sergileri arasinda: Summer
was a Beautiful Day (Zilberman Gallery, Berlin, Almanya, 2018),
Mektep Meydan Galatasaray (kiiratér: Celenk Bafra, Pera Mizesi,

Istanbul, Tirkiye, 2018), HOME IS WHERE THE (HE)ART IS (Galerie
Paris-Beijing, Paris, Fransa, 2018), LIMAN (Istanbul Modern,
istanbul, Tiirkiye, 2017); cigara viski kolileri denizlerde, ferére
sevgilim (Zilberman Gallery, Istanbul, Tiirkiye, 2016); Istanbul,
Passion, Joy, Fury (kiiratérler: Hou Hanru, Ceren Erdem, Elena Motisi
and Donatella Saroli, MAXXI National 21st Century Arts Museum, Roma,
ftalya, 2015); Anne Ben Beton Dokmeye Gidiyorum (Extramiicadele ile,
Studio-X, Istanbul, Tiirkiye, 2015), Marmara’dan Kacis: Stelyanos
Hrisopulos Gemisi (Salt Ulus, Ankara, Tirkiye, 2015), Marmara’dan
Kacanlar (Bergsen & Bergsen, Istanbul, Tiirkiye, 2013) ve Teneke
Sehir (Kiilah, Istanbul, Tiirkiye, 2013) bulunur. Hafriyat Grubu’yla
birlikte Spare Time, Great Work (Platform 3, Minih, Almaya, 2011)
ve Tactics of Invisibility (Thyssen-Bornemisza Art Contemporary,
Viyana, Avusturya; Tanas, Berlin, Almanya; ARTER, Istanbul, Turkiye,
2010-2011) sergilerinde yer alan sanatc¢i yurti¢i ve yurtdisinda
bircok sergiye katilmistir. Istanbul’da yasamakta ve calismaktadir.

Antonio Cosentino (b.1970, Istanbul) graduated from the Department
of Painting, Faculty of Fine Arts at Mimar Sinan University in 1994.
He founded the art initiative Hafriyat with Hakan Glrsoytrak and
Mustafa Pancar in 1996. His recent exhibitions include Summer was
a Beautiful Day (Zilberman Gallery, Berlin, Germany, 2018), School
Square Galatasaray (curator: Celenk Bafra, Pera Museum, Istanbul,
Turkey, 2018), HOME IS WHERE THE (HE)ART IS (Galerie Paris-Beijing,
Paris, France, 2018), HARBOR (Istanbul Modern, Istanbul, Turkey,
2017); boxes of cigarettes and whisky all over the sea, ferdre, my love
(Zilberman Gallery, Istanbul, Turkey, 2016); Istanbul, Passion, Joy,
Fury (curators: Hou Hanru, Ceren Erdem, Elena Motisi and Donatella
Saroli, MAXXI National 21st Century Arts Museum, Rome, Italy,
2015); Mom I'm Going Out to Pour Some Concrete (with Extrastruggle,
Studio-X, Istanbul, Turkey, 2015); Escape from Marmara Sea: The
Stelyanos Hrisopulos (Salt Ulus, Ankara, Turkey, 2015); Departure
Marmara Sea (Bergsen & Bergsen, Istanbul, Turkey, 2013) and Tin City
(Kilah, Istanbul, Turkey, 2013). Having participated in numerous
exhibitions both in Turkey and abroad, Cosentino contributed works
to Spare Time, Great Work (Platform 3, Munich, Germany, 2011),
and Tactics of Invisibility (Thyssen-Bornemisza Art Contemporary,
Vienna, Austria; Tanas, Berlin, Germany; ARTER, Istanbul, Turkey
2010-2011) with the collective Hafriyat. The artist lives and works
in Istanbul.



Elmas Deniz (1981, Bergama) Istanbul, Tirkiye’de vyasamakta ve
¢alismaktadir. Kisisel sergileri arasinda, Doda ile Biitiinlesmek
(Acikekran Yeni Medya Sanatlari Galerisi, Istanbul, Tiirkiye, 2019 -
Gelecek), Yazsiz Yil (PILOT, Istanbul, Tirkiye, 2018), Siyah Panteri
Gérebilmek (PILOT, Istanbul, Tirkiye, 2014), Universal Minimum
Wage Commission (SVILOVA, G&thenburg, Isvec, 2014) ve Elmas (Macka
Sanat Galerisi, Istanbul, Tiirkiye, 2012); kati1ldigi karma sergiler
arasinda ise: Nature in Art (MOCAK- Museum of Contemporary Art in
Krakow, Polonya, 2019), Re/Evolution (Colombo Eski Tren Istasyonu,
Kolombo, Sri Lanka, 2017), VIDEO FOREVER (Musée de la Chasse et
de la Nature, Paris, Fransa 2016), YOK OLMADAN (Istanbul Modern,
istanbul, Tiirkiye, 2016), 14. Istanbul Biennial, TUZLU SU: Diisiince
Bicimleri Uzerine (Istanbul, Turkey, 2015), WE ARE HERE BeCAUSE YOU
WERE/ARE (t)HERE (studio das weisse haus,Vienna, Austria, 2014),
Unrest of Form (SECESSION/Museumsquartier, Vienna, Austria, 2013),
bulunmaktadir. Izmir, Tirkiye’deki K2 Giincel Sanat Merkezi’nin
kurucularindandir. Vehbi Ko¢ Vakfi Cagdas Sanat Koleksiyon’u basta
olmak iizere sanatc¢inin bircok O6zel ve kamusal koleksiyonda isleri
bulunmaktadir.

Elmas Deniz (b.1981, Bergama) lives and works in Istanbul, Turkey.
Her most recent solo exhibitions include: Integration with Nature
(Agikekran New Media Art Gallery, Istanbul, Turkey, 2019 - Upcoming),
A Year Without a Summer (PILOT, Istanbul, Turkey, 2018), Seeing the
Black Panther (PILOT, Istanbul, Turkey, 2014), Universal Minimum
Wage Commission (SVILOVA, Gothenburg, Sweden, 2014) and Elmas (Macka
Art Gallery, Istanbul, Turkey, 2012). Her selected group exhibitions
include: Nature in Art (MOCAK- Museum of Contemporary Art in Krakow,
Poland, 2019), Re/Evolution (Colombo 0ld Terminus Station, Colombo,
Sri Lanka, 2017), VIDEO FOREVER (Musée de la Chasse et de la Nature,
Paris, France, 2016), TILL IT’S GONE (Istanbul Museum of Modern Art,
Istanbul, Turkey, 2016), 14th Istanbul Biennial, SALTWATER: A Theory
of Thought Forms (Istanbul, Turkey, 2015), WE ARE HERE BeCAUSE YOU
WERE/ARE (t)HERE (studio das weisse haus, Vienna, Austria, 2014),
Unrest of Form (SECESSION/Museumsquartier, Vienna, Austria, 2013).
She 1is also one of the co-founders of K2 Contemporary Art Center
in Izmir, Turkey. Deniz’s works are part of several public and
private collections including Vehbi Ko¢ Foundation Contemporary Art
Collection.

Sophie Dupont (1975, Danimarka) London Contemporary Dance School’daki
e§itiminin ardindan, 2007 yilinda Danimarka Kraliyet Glzel
Sanatlar Akademisi’nden mezun olmustur. Dupont’un performanslarini
gergeklestirdigi ve calismalarini sergiledigi uluslararasi mizeler,
festivaller ve galeriler arasinda National Gallery of Denmark,

Overgaden Institute of Contemporary Art; Horsens Art Museum, New
Studio, London, Petra Gut Contemporary, Zirich, Forma y Sustancia,
Guatemala City, Art Claims Impulse, Berlin, and EXTRA: Festival
International De Performance, Mexico City, bulunmaktadir.

Sophie Dupont (b. 1975, Denmark) graduated from the Royal Danish
Academy of Fine Arts in 2007, and previously studied at London
Contemporary Dance School. Dupont has performed and exhibited at
a large number of museums, festivals and galleries in Denmark
and abroad, including the National Gallery of Denmark, Overgaden
Institute of Contemporary Art; Horsens Art Museum, New Studio,
London, Petra Gut Contemporary, Zirich, Forma y Sustancia, Guatemala
City, Art Claims Impulse, Berlin, and EXTRA: Festival International
De Performance, Mexico City.

Ahmet Elhan (1959, 1Izmir) Marmara Universitesi Giizel Sanatlar
Fakiiltesi’nde Grafik Tasarim, Dokuz Eyliil Universitesi Giizel
Sanatlar Fakiiltesi’nde Sinema-TV editimi aldi. Istanbul’da yasiyor
ve ¢alisiyor.

Ahmet Elhan (b. 1959, Izmir) graduated from Department of Graphic

Design, Marmara University, Istanbul and Department of Cinema-TV,
Dokuz Eyliil University, Izmir. He lives and works in Istanbul.

Pedro Gémez-Egaia (1976, Kolombiya), Bergen (Norveg) ve Kopenhag

(Danirmarka)’da vyasayip ¢alismaktadir. Goldsmiths Akademisi ve
Bergen Ulusal Sanat Akademisi’nde mizik kompozisyonu, performans ve
gorsel sanatlar lizerine egitimini aldiktan sonra, Norveg¢ Arastirma
Burs Programi ile doktora projesini tamamlamistir. Gdémez-Egafia’nin
calismalari The Common Ancestor (Zilberman Gallery, Istanbul,
Tiirkiye, 2018), 15. 1Istanbul Bienali (Istanbul, 2017), Contour
Bienali (Mechelen, Belg¢ika, 2017), Museo de Arte Moderno (Medellin,
Kolombiya, 2017), Kochi-Muziris Bienali (Kog¢i, Hindistan, 2016),

Mana Contemporary (New Jersey, A.B.D., 2015), Colomboscope Bienali
(Kolombo, Sri Lanka, 2015), Performa 13 (New York, A.B.D., 2013),
Kunsthall Mulhouse (Mulhouse, Fransa, 2013), Marrakech Bienali

(Marakes, Fas, 2009), ve Brilksel Bienali’nde (Briiksel, Belc¢ika,
2008) sergilenmistir. En son kisisel sergileri Entrée Bergen (Bergen,
Norveg, 2017), Hordaland Art Centre (Bergen, Norveg, 2015), ve Casas
Riegner Bogotéd (Bogota, Kolombiya, 2013)’da gerceklesmistir.



Pedro Goémez-Egafia (b.1976, Colombia) lives and works in Bergen
(Norway), and Copenhagen (Denmark). He studied music composition,
performance, and visual arts at Goldsmiths College, Bergen National
Academy of Arts, and completed his doctoral project with the
Norwegian Research Fellowship Programme. Gdémez-Egafia’s works have
been presented at 15th Istanbul Biennial (Istanbul, Turkey, 2017),
Contour Biennial (Mechelen, Belgium, 2017), Museo de Arte Moderno
(Medellin, Colombia, 2017), Kochi-Muziris Biennial (Kochi, India,
2016), Mana Contemporary (New Jersey, U.S.A., 2015), Colomboscope
Biennial (Colombo, Sri Lanka, 2015), Performa 13 (New York, U.S.A.,

2013), Kunsthall Mulhouse (Mulhouse, France, 2013), Marrakech
Biennial (Marrakech, Morocco, 2009), and Brussels Biennial
(Brussels, Belgium, 2008). His recent solo shows took place at

Yarat Contemporary Art Space (Baku, Azerbaijan, 2018), Zilberman
Gallery (The Common Ancestor, 2018, Berlin), Entrée Bergen (Bergen,
Norway, 2017), Hordaland Art Centre (Bergen, Norway, 2015), and
Casas Riegner Bogotd (Bogoté, Colombia, 2013).

Begiim Yamanlar (1989, Istanbul) 2008 yilinda Bahcesehir Universitesi
Fotograf ve Video lizerine lisans editimini tamamladiktan sonra Sabanci
Universitesi’nde Gorsel Sanatlar ve Iletisim Tasarimi’nda Yiiksek
Lisans programindan mezun oldu. Istanbul’da yasamakta ve Sinema ve
Medya c¢alismalari tzerine doktora yapmaktadir. Calismalari, 2018
yilinda Bilsart’ta, 2015 yi1linda Zilberman Gallery’de solo sergilerde
ve aralarinda Istanbul Modern’deki Yakin Menzil’in de bulundugu
karma sergilerde gésterilmis, ayrica Isveg¢, Fransa, Filipinler gibi
cesitli iilkelerde sergilenmistir. Yamanlar’in calismalari Istanbul
Modern Koleksiyonu ve Luciano Benetton Koleksiyonu gibi uluslararasi
koleksiyonda bulunmaktir.

Begiim Yamanlar (b.1989, Istanbul) completed her undergraduate
studies on Photography and Video at Bahgesehir University In 2008,
and continued her graduate studies on Visual Arts and Communication
Design at Sabanci University. Currently she is doing her PhD on
Cinema and Media Research in Istanbul. Her works have been featured
in solo exhibitions in 2015 at Gallery Zilberman and in 2018 at
Bilsart and in various group exhibitions including Close Quarters
at Istanbul Modern as well as in other countries such as France,
Sweden and The Philippines. Her works are included in local and
global collections like Istanbul Modern Art Museum Collection and
Luciano Benetton Collection.

Naz Bescan (1993, Istanbul) Istanbul’da yasayan ve calisan bir
kiiratdrdiir. Koc Universitesi Uluslararasi iliskiler bdéliimiinden 2016
yilinda mezun olduktan sonra, 2018 yilinda ‘Curating Contemporary
Art’ yiksek lisansini Royal College of Art, Londra’da tamamlamistir.
“In Foreign Land: The Global Exhibition, The Foreign Curator and
The Romanticised Local (Yabanci Topraklarda: Global Sergi, Yabanci
Kiiratoér ve Romantiklestirilmis Lokal)” isimli tezi ile birincilik
derecesi kazanmistir. 2018 yazinda Whitechapel Gallery’nin destegi
ile Atina’da gergeklesen dedisim programi NEON Curatorial Exchange’e
katilmistir. Zilberman Gallery - Istanbul’da Program Yoneticisi
olarak gorev almaktadir. En son kiiratdryel projeleri arasinda Who
Cares? a radio tale (Gasworks, Londra, 2018) wve SMOG (Arthill
Gallery, Londra, 2018) bulunmaktadir.

Naz Bescan (b.1993, Istanbul) is a curator working and living in
Istanbul. After studying International Relations at Ko¢ University,
Istanbul, she completed her MA in Curating Contemporary Art at
Royal College of Art, London in 2018. With her dissertation title
In Foreign Land: The Global Exhibition, The Foreign Curator and The
Romanticised Local” she received the highest merit of distinction.
During the summer of 2018, she participated in the NEON Curatorial
Exchange program funded by Whitechapel Gallery. Currently, she works
at Zilberman Gallery - Istanbul as Program Manager. Her recent
curatorial projects include Who Cares? a radio tale (Gasworks,
Londra, 2018) and SMOG (Arthill Gallery, Londra, 2018).

Yusuf Huysal (1994, Istanbul), King’s College London’da Liberal
Sanatlar o6grencisiyken, arastirma asistani olarak katkida bulundudu
‘Art & Religion in the 21st Century’, 2015 senesinde The Times
tarafindan yilin en iyi kitaplari arasinda secildi. 2016 yilinda
Somerset House’da Sergi Asistanligi, ve Time Out Tokyo dergisinde
Yardimci Editér’liik yapti. 2017'de Istanbul’a doéndiigiinden beri
mizik, performans sanati, tiyatro ve film lizerine cesitli badimsiz
projelere dahil oldu. Su siralar Time Out Istanbul in English
dergisinin editdérliégunt yiriitiyor.

Yusuf Huysal (b.1994, Istanbul), studied Liberal Arts at King’s
College London. He contributed as a research assistant to ‘Art &
Religion in the 21st Century’, which was named one of the best books
of 2015 by The Times. In 2016, he worked as an Exhibition Assistant
for Somerset House, and as an Assistant Editor for Time Out Tokyo.
Since returning to Istanbul in 2017, he has been involved in various
independent projects related to music, performance art, theatre
and film. He currently serves as the editor of Time Out Istanbul in
English.
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